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		 4. Artificial	harmonics		 Bartók	uses	artificial	harmonics	several	times	in	the	third	movement,	and	has	written	them	out	as	double-stops.	This	is	the	most	difficult	type	of	artificial	harmonic	configuration,	because	the	performer	must	play	four	notes	at	the	same	time	on	only	two	strings.	On	this	occasion	only	two	fingers	need	to	be	used,	the	first	and	fourth.	The	first	finger	should	hold	down	the	base	fifth,	and	the	fourth	finger	just	touches	the	two	strings	on	the	written	out	notes	to	sound	the	harmonics.			
Ex.	7:	Use	of	artificial	harmonics	in	third	movement	of	Bartók	Sonata,	mm.	66-67	
	While	Kodály	does	not	use	any	artificial	harmonics	in	his	piece,	a	natural	harmonic	double-stop	ends	the	first	movement	in	the	violin	line.	The	performer	should	simply	play	the	F-sharp	on	the	D	string	with	the	second	finger,	and	the	D	natural	on	the	A	string	with	the	third	finger.			
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Ex.	8:	Use	of	natural	harmonics	in	Kodály	Duo	at	end	of	first	movement		
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